Linked to analyses of class and education, taste has defined a category of aesthetic philosophy reliant on notions of 'good' and 'bad', negotiating between positions of subjectivity and universality. Slippages in categorical considerations, and a frequent historical lack of grounding in the gustatory as a mode of performative engagement have too often limited such discussions to disembodied theoretical considerations, while gustatory taste itself occasions considerations of theatricality, both in notions of rehearsal and performance. This issue seeks to return the focus back to the physicality of gustatory taste as a means of understanding through and in performance contexts.
To begin to consider any sensory practice, it is necessary to turn to notions of embodied understanding and to re-align it alongside other embodied encounters and in relation to other sensory practices. While philosophical musings have often positioned gustatory taste as low, its synthetic nature and relation to the remaining four physical senses, which it brings together, mean that such hierarchies are both meaningless and perhaps more usefully inverted. In his discussion of crossmodalism and sensation, Oxford psychologist Charles Spence confirms, relatively unsurprisingly, that 'flavour turns out to be one of the most multisensory of our everyday experiences' and distinguishes between two types of roles that the senses play in understanding flavour, 'exteroceptive senses of vision, audition and orthonasal olfaction… typically stimulated prior to (and sometime during) the consumption of food; and the interoceptive senses … that are stimulated while a diner is eating' (cited in Spence and Piqueras-Fiszman 2014: 183-4) . Indeed, as an act of performance, taste distinguishes itself from visuality, aurality and touch since it necessitates the destruction of that that is being tasted. It may be said, qua Peggy Phelan, that taste 'cannot be saved, recorded, [or] documented ' (1993) . Scientific understandings of taste grapple with the limited palate of recognizable flavours to produce a full range-saltiness, sweetness, bitterness, sourness and umami; physical tasting is the performative combination of these recognitions and novelties, along with the contributions of the other senses. Through investigating taste, we truly explore the world as encounter; it is through tasting that an infant discovers the world and that anyone can understand our relation to it-what is safe and what poisonous, how do we relate to other people and beings. Jean Anthelme Brillat-Savarin suggested that 'animals feed themselves; men [sic] eat, but only wise men know the art of eating' (Brillat and Fisher 2011: 3) . While such a statement is perhaps more quotable than unquestionably true, the inversion of the final sentence offers an undeniable truth: the art of eating produces knowledge and wisdom. It is these knowledges that the current issue explores. Writing in 1999, sociologist Paul Rozin argued that 'food is fundamental, fun, frightening, and far-reaching', suggesting that such importance suggests its centrality to any cultural understanding, perhaps a more useful basis even for Freudian explorations of human development than sex (Rozin 1999) . Exploring taste in, as and through performance, the essays here explore art and performance that explore fundamental questions of humanity.
With particular regard to theatre and performance, notions of taste have been long embedded in theoretical understandings, articulated and formulated across different cultures (particularly, India, China, Japan and Europe) conveyed through aesthetics and poetics that have the potential to be applied to both culinary and performance arts, the performative and the gustatory (and in many cases already are). Examples here would include the Indian aesthetic of bhava and rasa (flavour) as an attainment in dance but most especially to be savoured/instilled in the onlooker; the Chinese notion of he (和-sometimes transliterated as ho)-an all-pervading concept of harmony, derived from both music and the cooking cauldron; Chinese Buddhist notions of savouring and emptiness and a seamless blend of different sensory perceptions and the concept of p'in-wei-a theory and description of savouring that encompasses emotional experience and self-reflexivity; and the Japanese concept of umami-now widely embraced as the fifth taste bud (along with sweet, savoury, salty and bitter) but also the Zen aesthetics of Yugen, Wabi-Sabi, Shibui, and Kaiseki (applicable to both gastronomy and theatre) and the French notion of 'terroir'-that is, the taste and sense of place and location. This issue extends the notions of taste to a variety of modes of performance, seeking to integrate bodily practices from the notion of taste into other theatrical theories and understandings.
In framing this issue, there were a number of through-lines that may have served to organize the work, for instance, tracing a historical arc from classical art and actors through seminal performances and performance artists of the middle part of the twentieth century, to work pushing at the boundaries of contemporary, and in some ways we begin and end with notions of a historical then and now. Anotherconceptual and playful-frame may have been to align the different articles to broad categories of cooking techniques: reduction and distillation; basting and roasting; emulsifying; kneading and resting; poaching; and smoking and marinating. Or even simply assigning each article to one of the five primary tastes-sweet, savoury, salty, bitter and umami. And although that may have been divisive for our authors (wouldn't everyone one wish their article to be categorized as umami-'scrumptious' and 'deliciously tasty'?), it would have conveyed the need to regard each category as porous and cross-fertilizing with multiple and meaningful combinations and complex fusion between the five sections (as in the gustatory)-as should the four thematic sections we ultimately selected as the structure for this issue still be regarded.
We chose to structure the eighteen pieces here according to a thematic of encounter. Taste is fundamentally a means of encounter with the outside world-a mode of understanding-and the four sections into which these works are grouped follow these notions through to create relations across time and space. The borders between these sections, however, are thin membranes that, it is hoped, allow a commingling of flavours, so we encourage each reader to engage the issue through their own personal tastes, perhaps reading within sections, or perhaps sliding across them, choosing one ingredient from each section to produce their own recipe. We see connections and blending across the groupings and think that there is a flow to the issue that belies the idea that each section is discrete. who create work about the environmental impact of food production and consumption-food waste, food design; issues of taste, manners. The vibrantly colourful and playful imagery is contrasted with the manifesto-style text that appeals urgently for culture and science to engage in discourse, and for issues of sustainability in food design and production to be addressed globally. To return to the theatre with a play that itself staged a paradigm of world views coming into conflict, in Chekhov's The Seagull Shamrayev suggests that a rising standard of acting may just be 'a matter of taste', misremembering the Latin proverb with which we began this editorial, and beautifully conflating it with another Latin maxim, 'De mortuis nil nisi bonum' ('Of the dead, speak only good'). He says instead, De gustibus aut bene, aut nihil-suggesting instead of a purported impossibility of debate, the idea that 'of taste speak well or nothing'. We are very excited by the provocative tasting menu offered within this issue and hope that in encountering all the 'good speaking' by the authors and artists included herein, the readers will be left with a good taste in their mouths and challenges to the varied ideas of how taste may create meaning in the contemporary moment.
